Sotheby's Institute of Art

Digital Commons @ SIA
MA Theses

Student Scholarship and Creative Work

2021

The Therapeutic Value of Art
Alexandra Eagle

Follow this and additional works at: https://digitalcommons.sia.edu/stu_theses
Part of the Arts and Humanities Commons, and the Other Rehabilitation and Therapy Commons

The Therapeutic Value of Art

by
Alexandra Eagle

A thesis submitted in conformity
with the requirements for the
Master’s Degree in Contemporary Art
Sotheby’s Institute of Art

2021

13,622 words

ABSTRACT
Throughout history art has been regarded as an avenue for expression, healing,
and a creative outlet for humanity. From simple cave drawings to detailed and expressive
paintings no matter the artistic ability, the intention is to allow an escape from reality and
an opening of the unconscious mind. Art is often regarded as just ornate, doodles are
considered simple unconscious creations as a stress relieving activity, and artists are
viewed as purely creative with a different perspective of life. But for the troubled person,
art can provide an avenue of expression allowing their disturbed minds an outlet.
Through researching and analyzing drawings of Carl Jung, Adolf Wölfli, and Jackson
Pollock this paper will explore the therapeutic process of creating art and prove that this
activity can be healing; Carl Jung, the renowned psychiatrist and founder of Analytical
Psychology, will provide the link throughout this paper to solidify the importance and
influence the unconscious has on the creative mind.

TABLE OF CONTENTS
List of Illustrations ...........................................................................................................ii
Introduction .......................................................................................................................1
Chapter 1: Carl Gustav Jung, Founder of Analytical Psychology
1.1
1.2
1.3
1.4
1.5

Biography ..............................................................................................................11
Professional Life and Contribution to Psychology ...............................................13
Theories on Color, Alchemy, and Mandalas ........................................................15
The Black Book and The Red Book .......................................................................18
Artistic Works .......................................................................................................20

Chapter 2: Adolf Wölfli and the Rise of Schizophrenic Art
2.1
2.2
2.3
2.4
2.5

Biographical Background and Early Treatment....................................................24
Morgenthaler’s Journey in Psychiatry ..................................................................26
Artistic Creations ..................................................................................................29
“Bread Art” and Narrative Oeuvre........................................................................37
Wölfli’s Contribution to Art Brut .........................................................................38

Chapter 3: Jackson Pollock: How Art Can Heal an Artist
3.1
3.2
3.3
3.4
3.5

Art Is Therapeutic .................................................................................................40
Biographical Information and Treatment..............................................................43
Influences of Freud and Jung ................................................................................44
Artistic Works.............................………...............................................................48
Continuation of Psychoanalytic Treatment ...........................................................50

Conclusion .......................................................................................................................53
Illustrations ......................................................................................................................59
Bibliography ....................................................................................................................76

i

LIST OF ILLUSTRATIONS
Fig. 1, Adrian Hill, How It Began, 1938, watercolor, 4 x 6 in, sourced from: Art
Versus Illness, i.
Fig. 2, Carl Gustav Jung, Systema Mundi Totius, 1916, gouache on parchment, 30 x 40
cm, sourced from: The Art of C. G. Jung, 109
Fig. 3, Carl Gustav Jung, Image 105, 1930, sourced from: The Red Book, 105.
Fig. 4, Carl Gustav Jung, Image 155, 1925, sourced from: The Red Book, 155.
Fig. 5, Adolf Wölfli, The Divine Almighty and Wisdom at the Zenith a. Water-Fan. Fahre,
74.3 x 49.3 cm, b. Petrol, 74.5 x 99.3 cm, c. The Divine Almighty and Wisdom at
the Zenith, 74.5 x 99.3 cm, d. Castle Ekern-Föhrde, 74.5 x 49.3 cm, 1904, pencil
on newsprint, sourced from: Wölfli: Creator of the Universe, 80-81.
Fig. 6, Adolf Wölfli, Flesnau, Bern, 1907, color pencil and pencil on newsprint, 74.3 x
99.3 cm, sourced from: Adolf Wölfli: Draftsman, Writer, Poet, Composer, 24.
Fig. 7, Adolf Wölfli, Herdsman- Rose of Australia, 1911, Pencil and color pencil on
newsprint, 50 x 37.5 cm, sourced from: Wölfli: Creator of the Universe, 112.
Fig. 8, Adolf Wölfli, Almighty Bird on the Skirt of Holy St. Mary, 1914, pencil on
newsprint, 72.2 x 100.4 cm, sourced from: Wölfli: Creator of the Universe, 149.
Fig. 9, Adolf Wölfli, Sea and Rings of Islands, 1914, pencil and color pencil on
newsprint, 107 x 72.4 cm, sourced from: Wölfli: Creator of the Universe, 154.
Fig. 10, Adolf Wölfli, Composition on a Circular Dial, 1922, crayons, 44 x 44 cm,
sourced from: Art Brut: The Origins of Outsider Art, 180.
Fig. 11, Adolf Wölfli, Räbloch-St. Adolf-Ring, 1930, pencil and color pencil, 19.8 x 32.2
cm, sourced from: Adolf Wölfli: Draftsman, Writer, Poet, Composer, 206.
Fig. 12, Jackson Pollock, Plate 22, colored pencil, lead pencil, 9 x 8 ¼ in, sourced from:
Jackson Pollock: “Psychoanalytic” Drawings, 63.
Fig 13, Jackson Pollock, Plate 69 [Untitled], colored pencil and crayon, 12 ¼ x 18 ¾ in,
sourced from: Jackson Pollock: “Psychoanalytic” Drawings, 118.
Fig. 14, Jackson Pollock, Untitled, location unknown, sourced from: Jackson Pollock:
“Psychoanalytic” Drawings, 20.
Fig 15, Jackson Pollock, Plate 83, “Crucifixion”, gouache on paper, 21 ½ x 15 ½ in
Sourced from: Jackson Pollock: “Psychoanalytic” Drawings, 135.

ii

Fig 16, Noah Hass-Cohen, Figure 5.6 sourced from: Art Therapy, Trauma and
Neuroscience: Theoretical and Practical Perspectives, 129.
Fig 17, Alexandra Eagle, Nicole Storm exhibition, September 7, 2021, mixed media,
sourced from White Columns, New York, New York.

iii

INTRODUCTION
Art has existed as part of humanity since the beginning of time and has served as
an effective therapeutic tool for centuries. Psychoanalysis, when applied to the
interpretation of art by utilizing symbology and iconography, can explain unconscious
messages as a tool for healing. The origins of psychoanalytic interpretation can be traced
back to a twelfth-century Latin term, “interpretati, which means to explain, expound, or
understand.”1 Swiss psychiatrist Carl Gustav Jung, founder of Analytical Psychology a
branch of psychoanalysis, felt that interpretation needed to be fluid and open without
guidelines because the process was unique to the analysist’s personality and method of
therapy.2 In 1942, Adrian Hill (1895-1977) coined the term ‘art therapy’ to label the
practice of using art as a therapeutic tool while he himself was recovering from
tuberculosis at the King Edward VII Sanitorium in Midhurst, England. Art therapy
utilizes different mediums of art as a mode of expression and communication, a form of
psychotherapy.3 Saying that art is therapeutic does not necessarily mean it is created or
interpreted in a clinical setting, it can be healing for the artist in a multitude of ways. Art
can allow people to escape the troubles or chaos of their lives, releasing a latent creative
energy that can express their innermost thoughts, feelings, and insights which is vitally
important in the healing process. For medical professionals healing is an art; for the artist,
art is healing.
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Mark, Winborn. Interpretation In Jungian Analysis: Art and Technique. (New York: Routledge, 2019),
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3

British Association of Art Therapists. 2021. https://www.baat.org/About-Art-Therapy.
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During the nineteenth century, treatment of the mentally ill became more of a
focus in the medical community, and more importantly, the inhumane treatment of
lunatics in asylums was a priority of the compassionate religious community in the
United Kingdom. The proponents of the ‘moral treatment’ of mental patients viewed the
arts as a path to reach the more cultured patients.4 Some institutions hung paintings on the
walls to create a positive atmosphere for the patients promoting “pleasant thoughts and
reflections.”5 By 1841, the Crichton Royal Hospital in Scotland, under the leadership of
medical superintendent William Alexander Francis Browne (1805-1885) recognized the
potential of art as a therapeutic way to address the emotional needs of patients by
providing a way to “expel delusions” and “establish a tranquility” that encouraged free
thinking.6 In 1847, Browne assigned artists to work with patients and documented four
cases, reporting that drawing was successful and curative in two cases.7 In the nineteenth
century, psychiatrists felt that insanity had a physical cause, this ultimately lead to
psychoanalysis and therapy becoming an accepted field of psychology.8
Identifying, understanding, and treating mental illness became a focus of study in
Europe in the late 1800s. Austrian neurologist Sigmund Freud (1856-1939) founded
psychoanalysis in 1896 as a method of treating mental illness by using dialogue as a way
for patients to discuss their “memories, dreams, thoughts and emotions” as a means of

4

Susan Hogan, Healing Arts: The History of Art Therapy. (London: Jessica Kingsley Publishers, 2001), 33.
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analyzing patients’ symptoms and creating a path for treatment.9 This new method of
accessing unconscious elements of the mind became known as ‘free association’.10
Freud’s model of the psyche provided the foundation for psychology which he modeled
metaphorically as an iceberg. The small visible area above the surface represents the
conscious including the ego. The enormous invisible portion below the surface is the
unconscious where the “drives and instincts shape the psyche and are located in our
humanity.”11 Essentially, the aspects that make us human are all shared innate traits
present at birth. Freud believed that all problems were rooted in childhood, with a sexual
reference, or were a result of trauma suffered as a child. This proved to be a short-sighted
view of psychology and the unconscious mind, one which other psychologists found
questionable.
Swiss psychiatrist Carl Jung (1875-1961) was a colleague of Freud who broke
away from the accepted Freudian psychoanalysis school of thought to a concept not
based on childhood trauma or sexual drives of the ego. Jung’s idea of a more prospective
approach to therapy explains that outside factors can affect a person’s mental state. This
new field came to be known as analytical psychology which explored the roots of
symbolic experiences in a human’s life. 12 For Jung the notion of the conscious and
unconscious goes deeper into an aspect of humanity, connecting us all, known as the

9
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‘collective unconscious’ referring to the idea that humanity has shared experiences
embedded in our history and is separate from an individual’s unconscious mind, known
as the ‘personal unconscious’.13 The personal unconscious in Jung’s model of the psyche,
located between the conscious ego and the collective unconscious references another
more complex iceberg analogy.14 The collective unconscious relates to an “unus mundus
where the physical and psychic are rooted in one deep structure, the realm of the
archetypal form.”15 This concept went into a deeper layer than Freud’s model to include
archetypes, core traits that are present in all humanity. Freudian and Jungian
psychoanalysis became the building blocks for art therapy, embraced by psychologists
and psychiatrists from the mid-nineteenth century to present day.
By the beginning of the twentieth century, analyzing art created by insane patients
became organized scientific research. 16 During this time period, there were many debates
among medical professionals and the scientific community about the “symbolism and
hieroglyphics” detected in the early mad patients’ drawings regarding the pathological or
physiological meaning.17 Swiss psychiatrist Walter Morgenthaler (1882-1965) was a
pioneer in studying the artwork of the insane at the Waldau Mental Asylum near Bern,
Switzerland, from 1907-1919.18 He focused on the works of schizophrenic artists and
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found that the art of the mentally ill had an aesthetic dimension. Morgenthaler met patient
Adolf Wölfli (1864-1930) in 1907; as his therapist, he encouraged Wölfli to draw, using
art as a form of a coping strategy.19 During the next thirty-five years of confinement,
Wölfli created drawings, stories, poems and music totaling “25,000 pages of text, musical
notation, numerical lists and (most important) 1,600 drawings, and 1,640 collages” all
precisely organized chronologically in forty-five volumes.20 After leaving Waldau in
1919 to accept a position at the Heidelberg Psychiatric Clinic, Morgenthaler published
Ein Geisteskranker als Künstler: Adolf Wölfli (1921), the first monograph of a mentally
ill artist; an English edition was not published until 1992 entitled: Madness & Art: The
Life and Works of Adolf Wölfli.
German psychiatrist Hans Prinzhorn (1886-1933) worked alongside
Morgenthaler at the Heidelberg Psychiatric Clinic, in Germany and recognized the depth
of the art created by the mentally insane.21 Prinzhorn possessed a unique and diverse
education with degrees in philosophy, art history, and music before turning to medicine
in 1919 and training as a psychiatrist. It was at the Heidelberg Psychiatric Clinic that he
began his pioneering work, not only through observation of patients but through analysis
of their art production. His superior Karl Wilmanns (1873-1945) encouraged Prinzhorn to
enlarge his collection of painting and drawings of mental patients. Eventually, Prinzhorn
amassed over five-thousand paintings, drawings, and carvings, gathered from various
asylums in and around Heidelberg, mostly from patients diagnosed with schizophrenia.
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Using this artwork, Prinzhorn concluded that there are six distinctive traits that motivated
these schizophrenic artists: “an expressive urge, the urge to play, an ornamental urge, an
ordering tendency, a tendency to imitate, and the need for symbols” which he delineated
in his book the Artistry of the Mentally Ill published in 1921.22 Prinzhorn’s book featured
works created by “artistically untrained and unpracticed persons, inmates of asylums—
most of whom suffered from schizophrenia.”23 The publication gave credibility to the
inmates’ innate talents. Art allowed the patients an outlet for their “creative urge which
counteracts the disease’s autistic tendencies toward isolation.” 24 Prinzhorn’s research
documents how schizophrenic artists create art that embraces their inner psychotic world,
allowing for a new perception where creativity can thrive. Before his death, Prinzhorn
published thirteen more books on psychotherapy, often referring to Jungian and Freudian
philosophies.
The Surrealist theory of automatism as related to Freudian and Jungian theories
that Prinzhorn explored focused on spontaneous and unconscious expression. Although
Surrealist thought predates Freud’s theories, the artistic movement was influenced by
Freud’s model of the psyche consisting of three functions of the mind, the id, ego, and
superego, parts of human personality. Surrealist thought focused on Freud’s theory of the
unconscious where the feelings of the unconscious mind and emotions are depicted in art.
The Surrealist theory of automatism was related to Jungian psychology, in which images

22
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originated in the unconscious. 25 Surrealists called this theory “psychic automatism and
stated that an artist could free his imagination from reason, aesthetics, and morality [and]
would produce artworks that reflected a superior reality.” 26 The founder of the Surrealist
movement and author of The Surrealist Manifesto, André Breton (1896-1966) studied
medicine in his early years and served in World War I as a psychiatric aide in a military
hospital. He developed an interest in psychiatric diseases like hysteria and psychosis.
Later, as a writer and theorist, he used his medical experience to write The Surrealist
Manifesto (1924) and to initiate the Surrealist movement. Breton defined Surrealism as:
based on the belief in the superior reality of certain forms of previously neglected
associations, in the omnipotence of dream, in the disinterested play of thought. It
tends to ruin once and for all other psychic mechanisms and to substitute itself for
them in solving all the principal problems of life. 27
The aim of the Surrealism artistic movement related to the idea that freedom of
imagination can be found in the unconscious. The works therefore tended to be more
personal and dream-like, revealing the unconscious mind and depicting the landscape of
dreams and fantasy. André Breton believed that through dreams, word games and even
hypnotic trances, deep thoughts, wishes and experiences could be brought forth from the
unconscious using art to explore the mind.28
Art therapy progressed in the 1930s when Erich Guttman (1896-1948) and Walter
Maclay (1901-1964) joined the Maudsley Hospital in London to focus on clinical

25
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research. They studied case histories published by Prinzhorn in the Artistry of the
Mentally Ill. This book also inspired Jean Dubuffet (1901-1985), credited with founding
the Outsider Art movement, and coining the term ‘Art Brut,’ referring to art produced by
untrained individuals expressing raw emotions. 29 In 1938, Francis Reitman (1905-1955)
from Hungary joined the Maudsley Hospital and studied the schizophrenic patients’
works of art, free association, and neologism, the concept of the creation of new words
and how the new words related to the works of patients.30 Reitman continued his research
at the Netherne Hospital in Surrey, England, with Dr. Eric Cunningham Dax (1908-2008)
the Clinical Superintendent who had created the first art therapy post in 1946. 31 Their
clinical approach focused on using occupational therapy with schizophrenic patients and
interpreting pictorial symbols.32 In 1948, Edward Adamson (1911-1996) joined Dax and
Reitman and expanded the program by building an art cottage, a separate building where
the creation of art was a vital component of healing; “art therapy was not regarded as an
easy option by patients, but as part of their treatment.”33 A contractual agreement with
patients assured them that their work would be filed and kept private except for sharing
with doctors, but not sold or displayed.34 Adamson was an artist, so he did not interpret
the art, but took notes to share with the psychiatrists. He felt that patients were free to

29
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express themselves in the cottage while art produced during therapy sessions may reflect
their desire to please their therapist and would be interpreted as “Freudian phallic
symbols or Jungian signs and symbols depending on the theoretical orientation of the
therapists.”35 The art cottage created a safe place for the patients and became very
popular. Adamson worked with Adrian Hill as an art therapist in a tuberculosis
sanitorium providing a new kind of therapy to patients and allowing their minds a
creative outlet.36
The same year that Reitman joined Dax at the Netherne Hospital in 1938, Adrian
Hill was convalescing from tuberculosis at the King Edward VII Sanitorium, in Midhurst,
England. Hill was an established artist and art teacher in the London area before he
contracted tuberculosis. While bedridden after surgery, Hill utilized his painting skills to
counteract the “mental and physical atrophy” induced by a long convalescence and
painted a flowering cyclamen (fig 1).37 As an outpatient in 1939, Hill encouraged other
patients to try painting to mitigate the serious reality of their situation. Occupational
Therapy was a newly accepted form of treatment in 1941 and Hill viewed his idea of
patients drawing and painting as a branch of Occupational Therapy. In 1943, Hill joined
forces with the British Red Cross to create the Red Cross Picture Library Scheme which
ultimately amassed a library of art reproductions of well-known works that would rotate
between six long-stay hospitals.38 In addition, a schedule of speakers would visit the

35

Hogan, 175.

36

Ibid., 170.
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Ibid., 135.
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hospitals to talk about the works. 39 Hill is recognized as the founder of a treatment
method using art as therapy and coined the phrase ‘art therapy’ in 1942. This method is
used today to aid the therapeutic treatment for a variety of ailments.40 Margaret
Naumberg, an American psychologist who studied in London, brought the concept of art
therapy to the United States in the 1940s by creating a model of art therapy rooted in
psychoanalysis.41
In the United States during the 1930s ‘art therapy’ was not an accepted form of
treatment for mental illness. The American abstract expressionist artist Jackson Pollock
(1912-1956) suffered from alcoholism and underwent unsuccessful psychiatric treatment
at New York Hospital known as Bloomingdales in White Plains, New York. The
psychiatrist who treated him in June 1938 was Dr. James Hardin Wall (1903-1997), a
doctor specializing in the treatment of alcoholism. Fortunately for Pollock, later that year
he met and worked with psychiatrist Dr. Joseph Henderson (1903-2007), a Jungian
psychiatrist. During this period, Henderson used a different approach of psychotherapy,
utilizing drawings in therapy sessions that Pollock provided. These psychoanalytic
drawings were used to understand and help Pollock cope with his turbulent life as an
alcoholic suffering from mental health issues and depression.

39

Hogan, 139.
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Ibid., 135.
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Ibid., 87.
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CHAPTER ONE
Carl Gustav Jung Founder of Analytical Psychology
1.1 Background
Carl Gustav Jung (1875-1961), the founder of Analytical Psychology, was born in
Kesswil, Switzerland. Known for his breakthrough beliefs and methods in psychology, he
used art to explore and capture his own dreams. Though not a formally trained artist, he
developed a style which allowed him to access his unconscious mind and formulate the
basis for his innovative theories regarding psychology. During his childhood Jung
experienced visual hallucinations that resulted in vivid images.42 As a child he had a
“duality of two personalities” that he named No. 1 and No. 2; No. 1 was interested in
science while No. 2 was attracted to the humanities. He struggled with these two
personalities his entire life. 43

During his university days, Jung independently studied the works of Friedrich
Nietzsche (1844-1900) and the concept of spiritualism. His second personality identified
with Nietzsche’s book Thus Spoke Zarathustra, specifically the philosophy of
existentialistic thought, which prompted Jung’s experimentation with séances and
mystical cosmology represented in a mandala. 44 After a series of dreams, Jung chose to
pursue a career in science, specifically the study of medicine. Jung came to the realization
that his calling lay with psychiatry in 1899 after reading Richard von Krafft-Ebing’s

42

C.G. Jung, edited and introduction by Sonu Shamdasni, The Red Book: Liber Novus (New York: W.W.
Norton & Company, 2009), 194.
43

Ibid., 195.

44
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Text-Book of Psychiatry. 45 In 1900, Jung began working at a psychiatric hospital as an
intern in Zurich with Eugene Bleuler (1857–1939) who had formulated a new scientific
psychology in which “hypnosis played a prominent role.”46 For his dissertation Jung
argued that spiritualistic experiences influence human psychology as well as the
automatic writing method as an investigative tool of psychology, foreshadowing his
noteworthy contribution to analytical psychology.47
Jung’s interest in art grew during his youth in Basel and was further developed
during his stays in Paris and London in 1902 and 1903 where he visited the Louvre and
the British Museum exploring painting and sculpture from antiquity to modern times. 48
His interest in art provided a link to his second personality. In 1906, Jung utilized years
of research and experimentation to develop “his new theory of complexities to study the
psychogenesis of dementia praecox (later called schizophrenia) and to demonstrate the
intelligibility of delusional formations.”49 He continued to develop his own theories and
philosophies and expanded his interest in therapeutics utilizing hypnosis techniques as a
method of research.50

45

Jung, The Red Book, 195.
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1.2 Professional Life and Contributions to Psychology

Jung began to communicate with Sigmund Freud in 1906 as they shared similar
interests in the psychogenesis of mental disorders and psychotherapy. In 1913, Jung
broke with Freud due to their fundamental differences of the psyche, the basis of religion,
and the root of the unconscious. Freud believed in psychic determinism and felt that
religion was an excuse for immature needs, while Jung believed in the theory of
teleology, directedness and free will, and that religion is the “fulfillment of basic human
need.”51 Freud’s theories were all based on the psychopathology of childhood, whereas
Jung’s theories related to the mental and emotional development throughout life. 52 To
cope with the abrupt and traumatic split, Jung chose to use art, as a personal healing tool,
allowing the inner gates of his unconscious to open.
Jung’s extended study of dreams and fantasies resulted in the publishing of
Transformations and Symbols of the Libido in 1911 and 1912 contrasting logical and
direct thinking to fantasy thinking, which was passive, associative, and imagistic.53
Following this publication, Jung immersed himself in years of deep self-reflection and
introspection into his own personal self-analytical activity of interpreting his dreams. In
1913, he spoke of the different psychological types, arguing there were two movements
of the libido: “extraversion, in which the subject’s interest was oriented toward the outer
world, and introversion, in which the subject’s interest was directed inward.” 54 To

G. Scott Acton, “Analytic Psychology.” Personality Research. 2006,
http://www.personalityresearch.org/courses/B15/notes/analytic.html.
51
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document his research and insights, Jung wrote a series of seven notebooks over the years
resulting in The Black Books. While writing The Black Book 2, he heard the voice of his
“soul in the primitive sense” that he called the anima and said it was a voice of a
woman.55
Jung formulated the hypothesis of the collective unconscious and its archetypes,
which “are psychic patterns that are abstract and similar to instincts and that manifest in
dreams and fantasies through symbolic images.”56 Many of these symbolic images reflect
archetypal motifs used in all cultures and periods in history.57 Active imagination was the
method Jung used to generate inner images. Active imagination is part dream, part vision,
but not hallucinations, rather facets of the unconscious mind being unleashed.58
Accessing the unconscious is therapeutic, epitomized by the creation of art, which heals
by cultivating imagination, an important aspect of Jungian thinking by encouraging
creative minds through a healthy release of their psyche. 59Art created during an
unconscious exercise is life enhancing and beneficial for a healthy soul. For Jung, the
psyche was synonymous with the soul. 60
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1.3 Theories on Color, Alchemy and Mandalas
Jung developed a theory on the functions of consciousness, specifically focusing
on thinking, feeling, intuition, and sensation in his 1921 book Psychological Types and
equated them with the four primary colors.61 He theorized that blue represents thinking,
air, and spirit, and is depicted with primitive birds and feathers to connote thoughts. Red
represents deep feelings connected to the heart and blood. White and yellow relates to
intuition in the sense it is intangible like sound. Green illustrates sensation equated to the
earth’s green surface.62 Jung integrated color in his writings on alchemy, dream
interpretation, archetypes, and the functions of consciousness.63 He found that patients
used pens or pencils for sketches and when they started using colors it revealed an
emotional response.64 Feeling that color was an important part of the subconscious
language, Jung used this concept to understand his patients in therapeutic settings.
In 1933, Jung lectured on how his philosophy of psychology and theory of color
could be traced back to alchemy and astrology. 65 Alchemy offers a basis for color
analysis and transformation in which the inner person develops in four steps identified by
“melanosis (blackening), leukosis (whitening), xanthosis (yellowing), and iosis
(reddening).”66 Jung studied the Ancient Greek philosopher Heraclitus and determined

61

The Foundation of the Works of C.G. Jung, 45.

62

Ibid.

63

Ibid., 35.

64

Ibid.

65
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that black represents the absolute unconsciousness; white represents life and the
awakening of the mind; red denotes passion and emotion; blue, not an original alchemical
color, implies a calm state; and gold characterizes a fulfillment of personality. 67 The four
colors are defined in the alchemical transformation process, which Jung concluded were
four basic colors related to man’s qualities of the soul. The philosophy of psychology
harkens back to astrology by stating the psyche is “outside man, it is projected into the
stars.”68 Jung used his theories on alchemy and astrology and how color reflects inner
personalities related to his analytical psychology theories. The concept of transmutation,
the process of changing into another form, interested Jung. For him, his transmutation
was a psychological experience, one in which he envisioned a transformation of his own
personality.
Alchemy played an important role in Jung’s deciphering of his feelings and state
of mind. He used one of alchemy’s central symbols, the “quadratura circuli (the squaring
of the circle)” as the foundation for his mandala drawings and writings.69 Jung’s art
evolved over the years from ink sketches of realistic scenes of landscapes and
architecture to depictions of his dreams and complex mandalas. The mandala for Jung
was a healing tool he used during his military service as a commander of English
prisoners of war in France in 1917. 70 Each day he created a new mandala, a total of
twenty-seven, thinking of them as a gauge of how his mind was reacting to the chaos of

67

The Foundation of the Works of C.G. Jung, 43.

68

Ibid.

69

Carl G. Jung, Man and His Symbols, (London: Dell Publishing Inc,1964), 334.

70

Jung, The Red Book, 206.

16

the war.71 He described the mandalas as a “formation, transformation, the eternal minds,
eternal reaction. That is the self, the wholeness of the personality… My mandala images
were cryptograms of the state of myself, which were delivered to me each day.” 72 The
mandala is a representation of a state of mind working to become whole and a way to
organize thoughts. In 1950, Jung stated:
As I have said, mandala means “circle.” There are innumerable variants of the
motif here, but they are all based on the squaring of a circle. Their basic motif is
the premonition of a centre of personality, a kind of central point within the
psyche, to which everything is related, by which everything is arranged, and
which is itself a source of energy. This centre is not felt or thought of as the ego
but . . . as the self. Although the centre is represented by an innermost point, it is
surrounded by a periphery containing everything that belongs to the self—the
paired opposites that make up the total personality. This totality comprises
consciousness first of all, the personal unconscious, and finally an indefinitely
large segment of the Collective Unconscious whose Archetypes are common to
all mankind.73
For Jung, the structure of the mandala represented a unity of the personal and collective
unconscious and ‘the self’; he frequently used a mandala to illustrate his own
unconscious. The ‘squaring of the circle’ is an archetypal motif used in the ordering
process of dreams and fantasies, representing the ‘archetype of wholeness’.74 The
mandala was prevalent throughout The Red Book appearing in multiple works as a kind
of compass guiding his unconscious.
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1.4 The Black Book and The Red Book
Jung often referred to the visual arts in his writing, not the stylistic aspects but
rather the symbolic, archetypal qualities. From his reasoning, art does not exist as a
singular expression, but rather as “a manifestation of the unconscious foundation of a
person or an entire culture; in that sense, he once stated, art serves as an instrument
capable of reflecting the collective psyche.”75 Using the innovative ideas and insights
developed while working on The Black Book, Jung began a seventeen-year experiment to
reveal his own active unconscious by creating drawings and writings.

From 1913-1930 he engaged in an elaborate experiment of exploring his own
psyche which he documented in The Red Book, a large beautifully bound leather folio,
containing his drawings, paintings, and writings which illustrate his unconscious. The
first section of Liber Primus of The Red Book entitled “The Way of What Is to Come”
describes an inner journey in which Jung roams imaginary landscapes and meets
fantastical characters in varying situations with whom he holds profound conversations.
Jung created the Liber Primus in the style of an illuminated medieval manuscript. The
second section, Liber Secundus, documents his journey with extensive drawings and
detailed writings written like a story of his unconscious with full scale drawings. These
dialogues contain the nucleus of his analytical psychology theory. The Red Book is a
psychological text written in poetic language with elaborate illustrations; Jung himself
delineates the deep meaning, symbolism, and archetypes portrayed in the artistic
renditions. Many of the illustrations resemble a medieval manuscript, stained glass
windows, and medieval mosaics clearly inspired by Jung’s love and knowledge of earlier
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periods of art. Jung did not view his own self-experiment, The Red Book, as art, but rather
as an expression of his unconscious and soul. 76 The Red Book, a labor of love and an
example of Jung’s commitment to use art as therapy, was his own therapeutic way of
ending his day after having conducted therapy sessions with patients. He found this
emotional release so prophetic that he integrated the process into his therapy practice.

Printing of The Red Book in 2009 was a landmark publication. The tome had been
hidden away for over seventy years, until the family decided to share the book with the
public and agreed to have Sonu Shamdasani, an historian of analytical psychology from
the University College London, help translate, edit, and publish Jung’s work.77
Shamdasni wrote an extensive introduction providing background information on Carl
Jung’s extraordinary life and contributions to psychology and constructed a biographical
timeline of Jung’s life including influential people with whom he associated, lectures he
gave, and significant experiences that helped him formulate his psychological theories.
The Red Book is a visual representation of Jung’s unconscious mind and a map of the
images he saw in dreams, expressed in intricately detailed drawings. His meticulous
method included ordering the finest materials, sketching designs in pencil, using
authentic inks for calligraphy in the tradition of medieval manuscripts, and planning the
miniscule details of each composition. He explored and mapped his inner realm using
words and images taken from his unconscious. Jung recognized his artistic talents and
accepted he could only work when his imagination was stimulated. 78 Although Jung was
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a prolific writer, known for his psychological theories, he drew extensively for his own
benefit until 1930 when he abruptly stopped the self-experiment and halted all work on
The Red Book. In 1930, Jung clarified his relationship with Freud stating: “I in no way
exclusively stem from Freud. I had my own scientific attitude and theory of complexities
before I met Freud. The teachers that influenced me above all are Bleuler, Pierre Janet,
Théodore Flournoy.”79 The Red Book provided Jung an outlet to create his own artistic
works, formulate his psychological theories and ultimately establish himself as the
founder of analytical psychology.

1.5 Artistic Works
Systema Mundi Totius
The Systema Mundi Totius (fig 2) drawn in 1916, illustrating a representation of
cosmology in The Black Book, was the first mandala Jung created, although he was
“wholly unconscious of what it meant,” at the time. 80 In 1955, Jung elaborated on the
meaning of the Systema Mundi Totius in the Swiss periodical Du which dedicated an
issue to Jung. For the first time the article “Mandala of a Modern Man” delineated Jung’s
interpretation of the Systema Mundi Totius:
It represents the oppositions of the microcosmos within the macrocosmic world
and its oppositions. At the top, the figure of a boy in a winged egg…named
Erikapaios or Phanes, thus recalling orphic gods. His dark opponent in the depths
is called here Abraxas. He represents the “dominus mundi,” the lord of the
physical world, and is a creator of the world with a dual oppositional nature. The
tree of life with the inscription “vita” (life) grows out of him, correspondingly
above a tree of light in the form of a candelabra with seven flames… Art and
knowledge belong to this spiritual world; the former represented as a winged
snake, and the latter as a winged mouse… The candelabra refers to the principle
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of the holy number… The accompanying animals of the nature-like world are a
devilish monster and a grub. This refers to death and rebirth. A snake climbs out
of an inside circle, representing either the body or blood, and winds itself around
the phallus, as a procreative principle…It is light and dark, pointing toward the
dark world of the earth, the moon, and the void (therefore named Satanas) … The
larger circle, indicated by the prongs or beams, represents an inner sun; inside this
circle, the macrocosmos is repeated, though upside-down, as a reverse mirrorimage. These repetitions are to be thought of as infinite, becoming ever smaller,
until the center, which reaches the actual microcosmos. 81
The iconography used in this mandala appears in later iterations of mandalas and
drawings created by Jung which showcase the importance of this structure. Mandalas
were essential to Jung’s philosophy and the processing of his unconscious; their basic
format of concentric circular patterning culminating in the center provides a means to
visualization and healing.
Image 105
Reminiscent of stained-glass windows seen in magnificent churches, Image 105
(fig 3) is a more developed mandala that the Systema Mundi Totius. The original mandala
was produced by a patient during treatment, creating a visual image for the process of
personality development. Jung recognized the symbolic significance of the drawing and
reproduced this image himself in 1930. Individuation according to Jung is “the capacity
of the individual to become increasingly separate, whole, and distinct from other people
or the collective psychology.”82 Individuation for Jung was key in personality
development. He explained the deep meaning of this creation in 1952 in “Concerning
Mandala Symbolism” as follows:
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In the centre, the white light, shining in the firmament: in the first circle,
protoplasmic life-seeds: in the second, rotating cosmic principles which contain
the four primary colors, in the third and fourth, creative forces working inward
and outward. At the cardinal points, the masculine and feminine souls, both again
divided into light and dark.83
These human figures represent the four qualities of the personality. The two female
figures embody the anima and animus; the old male figure signifies meaning and the
spirit; the dark male figure symbolizes magic. 84 The iconography of the center eightpointed star is a symbol of individuation according to Jung.85 Jung also interpreted the
dark outer most circle, which opens outward as if accepting ideas, an important aspect of
the individuation process, while the next bright illumined circle opens inward, directing
energy toward the center of the mandala. 86
Image 155
The anima and animus are two aspects of the soul that according to Jung were
female and male counterparts present in all people. In 1925, Jung wrote that the origin of
the anima must be the soul in the primitive sense, recognizing the inner female figure as
an archetypal form in man’s unconscious.87 Image 155 (fig 4) is a detailed illustration of
one of Jung dreams in which he observed the anima: “Then she [the anima] appears in a
church, taking the place of the alter, still over-life-size but with a veiled face. Dream xi
restores the anima to the Christian church, not as an icon but as the altar itself.” 88 Above
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the arch framing the alter and the anima is the inscription “Hail, Virgin of Virgins,” the
title of a medieval hymn. The verbiage on the left side, in large white Arabic lettering,
translates to daughters.89 Framing the image are biblical quotes from 1 Corinthians 2:7-10
and Revelations 22:17.90 In the lower registry a large very diverse group of people appear
to be paying tribute to the anima. This image from 1951, rich with Christian
iconography, clearly confirms Jung’s deep faith, his knowledge of religious writings, and
epitomizes the conceptual difference between Jung and Freud.
Carl Jung spent his lifetime studying, researching, and experimenting on theories
of psychology, ultimately founding a new field: Analytical Psychology. Through an
extensive multiple year self-experiment, Jung produced The Red Book, an extraordinary
collection of both prose and illustrations created from his unconscious using his active
imagination. This dream-like-state produced fantasy images and literature from his soul
which he identified as reflection, a basic human need he equated to hunger, sexuality,
activity and creativity.91 Jung believed that reflection directly relates to his theory which
focuses on exploring archetypes and the unconscious. Using these principles, Jung
committed thirteen years to his own experiment of using art as a therapeutic tool at a time
that he desperately needed psychological and emotional support. Art proved to be healing
and therapeutic for Jung and he integrated art into his therapy sessions to release the
unconscious soul.
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CHAPTER TWO
Adolf Wölfli and the Rise of Schizophrenic Art
2.1 Biographical Background and Early Treatment
Adolf Wölfli (1864-1930) was a deeply troubled man and declared a “danger to
society” in 1895, at age thirty-one.92 At that time, he was diagnosed with schizophrenia
and was placed in seclusion for the next twenty years, at the Waldau Mental Asylum in
Bern, Switzerland, where he spent the rest of his life. He wrote a detailed “Short Life
Story” when he entered Waldau. Born in Bern, Switzerland, to a poor family in 1864, he
endured a traumatic childhood. Orphaned by age nine, he was abused in the many foster
homes in which he lived as a hired hand to do menial labor.93 His education was minimal
and sporadic, but he clearly mastered the basics as his story and later thousands of
creations proved. During his youth he admitted to having inappropriate sexual thoughts
and confessed to being a juvenile drinker to escape his extreme loneliness. 94 When he
was thirteen or fourteen, he began to “entertain lewd thoughts” which eventually
manifested into actual sexual assaults. 95 In 1889, he wrote that he encountered a fourteenyear-old girl and “all sorts of lascivious thoughts rose up in me… I entreated the girl to
commit an indecent act with me,” but fortunately bystanders stopped the situation from
escalating.96 In 1890, he was “convicted of attempted rape and molestation of children
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and sentenced to two years imprisonment,” this time for trying to rape a seven-year-old
girl.97 These lewd thoughts continued and in 1895 Wölfli was permanently committed to
Waldau for attempting a sexual assault on a three-year-old girl.98
In 1899, during a particularly erratic and violent period, the staff gave him pencils
and paper allowing Wölfli an outlet for his troubled mind and he started to spontaneously
draw. During those years, his behavior vacillated from well-behaved and productive to
violently fighting with others causing serious broken bones to patients. 99 In 1902, the
medical notes indicate Wölfli was calmer and had spent much of his time drawing “stupid
stuff, a chaotic jumble of notes, words and figures” which the medical staff clearly did
not recognize as artistic talent.100 Dr. Walter Morgenthaler (1882-1965), a renowned
Swiss psychiatrist, was employed at the Waldau Mental Asylum from 1907-1919; he
played a key role in studying the art of the mentally insane by documenting the creative
process, artistic drawings and mental changes of long-term patient Adolf Wölfli. The
medical records describe Wölfli’s first five years at Waldau as “characterized by a
constant exteriorization of the symptoms and a growing helplessness toward the illness
itself...his abnormal reactions and sudden impulses... [evolved into] fits of violent
agitation.”101 During this troubled time, creating art was Wölfli’s escape from the reality
of being institutionalized while fighting the psychosis of his mental illness. Though art
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therapy was not an accepted or even used in practice in mental hospitals during Wölfli’s
lifetime, Morgenthaler recognized the therapeutic value of creating art.
Schizophrenia dominated Wölfli’s life and allowed him to access his unconscious
in a way that opened his fantasy world by creating drawings, writings, and music with
such fervor he produced thousands of works up until his death in 1930. The cause of
schizophrenia is still unknown, though it appears to stem from genetics, brain chemistry
and environmental factors.102 Wölfli’s abusive childhood and his lack of a nurturing
environment were most likely the root cause of his schizophrenia. His obsession with
drawing was therapeutic for him and allowed him to exist and embrace his schizophrenic
world as well as pursue his narrative oeuvre. Throughout Morgenthaler’s time with
Wölfli, a shift in Wölfli’s iconography occurred facilitating a calmer more relaxed state
which speaks to the fact that art for Wölfli was healing and therapeutic. Wölfli’s works
prove that art can be therapeutic, healing a troubled artist’s mind and offering clarity to
develop artistic style. Adolf Wölfli’s works confirm that a mentally ill person can be an
artist and produce works that are widely recognized as art.
2.2. Morgenthaler’s Journey in Psychiatry
Morgenthaler was influenced by the psychiatric works of Emil Kraepelin and
Eugen Bleuler, as well as by psychiatrist-philosopher Karl Jaspers who all spent time
together at Heidelberg Psychiatric Clinic. 103 Emil Kraepelin (1856-1926) an influential
German psychiatrist, had a major impact on modern day psychiatry and the
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understanding of the origins of mental illness based on natural scientific concepts. 104 He
differentiated between “dementia praecox” and “manic depression” as two different kinds
of psychosis.105 Kraepelin thought that dementia praecox, later renamed and defined as
schizophrenia, was a progressive neurological disease with biological roots. 106 Swiss
psychiatrist Eugen Bleuler coined the term schizophrenia in his important monograph
entitled Dementia Praecox: or the Group of Schizophrenias, originally published in 1911.
This publication, based on Bleuler’s years of clinical experience, forced psychiatrists to
reconsider the “fate of the severely disordered individual” and advocated that art should
be recognized as the product of an individual’s mental process. 107 Bleuler’s
psychoanalytical theories evolved from the early work of Freud and Jung.108 Another
influence on Morgenthaler’s views of psychiatry and his psychiatric practice was Karl
Jaspers (1883-1969), a psychiatrist, philosopher and humanist, who joined the Heidelberg
Psychiatric Clinic at the time when Kraepelin’s theories were accepted and growing in
recognition in Germany.109 Jaspers wrote General Psychopathology in 1919, an
influential text on the psychiatric and psychology fields defining and discussing the
structure of psychology by providing a common language and elevating psychiatry as an
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accepted medical field. 110 Teaching at Maudsley Hospital as a representative of the
Heidelberg school, Walter Mayer-Gross (1889-1961), a German British psychiatrist, met
fellow colleague Jaspers. Mayer-Gross wrote the “prototype Glossary of Mental
Disorders” to promote a criterion for diagnosing schizophrenia111. He studied the
“phenomenology of mental illness” with an emphasis on the diagnostic tools of
psychological disorders.112
Dr. Walter Morgenthaler entered Adolf Wölfli’s life in 1907 giving both
credibility and respectability to Wölfli’s unique artistic gifts. 113 Morgenthaler initially
provided colored pencils and paper for Wölfli to create works, then he studied the
“spatial and rhythmic” compositions of Wölfli’s drawings.114 Morgenthaler wanted to
understand the connections between the words Wölfli wrote and the images he drew by
analyzing the iconographical styles in Wölfli’s massive collection of works.115
Morgenthaler analyzed Wölfli’s drawings and facilitated his creative outlet.
After leaving Waldau in 1919 to further his psychiatry studies, he published the
first monograph of the art of the mentally ill: Madness & Art: The Life and Works of
Adolf Wölfli in 1921. This book celebrates the art of a schizophrenic, acknowledges the
immense accomplishments of Wölfli, and recognizes him as a talented artist which
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ultimately changed the relationship between art and the mentally ill, acknowledging the
therapeutic value of artistic expression. 116 In his book Madness & Art, Morgenthaler
stated that Wölfli’s works make use of “the unconscious wishes, sexual and aggressive,
to compose the subject matter, the driving motive behind the creative act in the mentally
ill, at least, is the human need for coherence, meaning and order.” 117 The idea that the
unconscious is prevalent in Wölfli’s works harken back to the psychological theories of
Freudian and Jungian views of the unconscious and psyche.
2.3 Artistic Creations
From 1904 to 1906, Wölfli’s black and white drawings slowly evolved into
creative compositions while Wölfli perfected his “high-quality draftsmanship and artistic
vision,” slowly becoming an accomplished draftsman.118 This period of time served as
the foundation for his thousands of future creations.119 When his tumultuous life ended
after thirty-five years at Waldau Mental Asylum, he had produced a body of work
unprecedented in its broad content, unlimited imagination, and refined draftsman like
skills – all systematically cataloged, numbered and dated. 120 During these years, Wölfli
perfected “a variety of shading devices such as cross-hatching, dots, and stripes to make
the forms stand out individually and to produce contrasts of light and dark.” 121 He refined
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his skills at drawing perfectly straight lines and circular contour lines freehand and
developed different devices and fillers, such as snails and birds, to complete his
intricately designed, largely geometric drawings, “a testimony to his great ability as a
graphic artist.”122 He used “an atlas and various books and magazines” available at
Waldau for inspiration, facts, and details; he was especially fond of Over Land and Sea, a
respected publication covering a wide array of topics including literature, poetry,
drawings, travelogues, articles on culture, politics, and fashion.123 The ornamental series
of circles or ovals strung together to form boarders and frames resemble a string of pearls
or the classical egg motif. The most important was the ‘ring of bells,’ fashioned after
cow bells which he must have remembered from his days working on a farm. 124
The Divine Almighty and Wisdom at the Zenith
Wölfli’s The Divine Almighty and Wisdom at the Zenith, 1904 (fig 5) is made up
of four pages, each titled separately: The Water-Fan.Fare, Petrol, The Divine Almighty
and Wisdom at the Zenith, and Castle Ekem-Föhrde.125 The two middle sections are large
rectangles while the ends are half the size and rounded forming an elongated oval. In
Adolf Wölfli, Draftsman, Writer, Poet, Composer Elka Spoerri questioned if Divine
Almighty was a “connection with Wölfli’s own sinking into the depth of his illness.” 126
The very narrow top of the center two pages depicts “a running frieze of mountains,
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animals, hunters, the sun, and a lunar eclipse,” Wölfli’s reality, which contrasts
dramatically with the remainder of the drawing depicting a dominating subterranean area,
his unconscious.127 In the central lower register of Petrol, two opposing striped triangles
frame a white shaft topped with a flower to create a vanishing point and emphasize the
depth of the subterranean zone he created. 128 The egg symbolism is of rebirth, life, as
well as a symbol of unity, while the mirror seen in the middle of Divine, doubling the
figure’s image, stands for the “loss of ego boundaries and the undissolvable unity with
the infinite.”129 The final small rounded page with well-defined buildings, a distinct
cross, jaws of a sea monster surrounded by a curving elaborate variation of the ring of
bells in which no two bells are alike, reflects “parallels to Wölfli’s life situation” of
unrest and uncertainty.130
Flesnau
When Walter Morgenthaler came to Waldau in 1907 he saw Wölfli’s early
drawings and read his short life story.131 Morgenthaler asked questions about his life and
drawings and introduced Wölfli to colored pencils. This meeting prompted Wölfli to
create Flesnau, 1907 (fig 6), a detailed account of Bern, where he lived briefly as a sixyear-old.132 In Draftsman, Elka Spoerri discussed “Wölfli’s extraordinary mnemonic
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gift” which allowed him to remember visual impressions from his childhood. 133
Compositionally the drawing is a horizontally oriented work with a very crowded spatial
arrangement depicting buildings, roads, an eight pointed star, and numerous figures. The
words he wrote on the musical staves showcase his poetic ability. The eight-pointed star
on the upper central register of the drawing resembles the star on top of the spire of the
church at Schangnau, where he briefly lived at age eight.134 Vögeli, Wölfli’s protective
bird figure, seen throughout his narrative oeuvre, tops all the fence posts and is a
foundation of his iconography. Facilitated by Dr. Morgenthaler’s questioning of his
childhood, Flesnau is a testament of Wölfli’s immense talent at remembering details,
events, and places from his childhood and to his ability as an artist to create such an
accurate yet interpretative piece that allowed him to express repressed memories and
feelings.
During the period of 1908-1912, Wölfli recreated his own personal story in From
the Cradle to the Grave, a series of eight books containing a total of 752 illustrations
worked into 2,970 pages.135 Wölfli used this period to “transform his miserable childhood
into a glamourous story of wonderful adventures, discoveries and awesome hazards, all
of which are famously overcome.”136 After 1908, Vögeli became a motif in all of his
drawings, developing from the snail he used in earlier drawings and used to fill space, as
building blocks for the compositions. During this period, figures appear scattered

133

Spoerri, 22.

134

Ibid., 17.

135

Ibid., 34.

136

Baumann, 95.

32

throughout his drawings and Wölfli emerges as his alter ego, Doufi, usually drawn
wearing a cross on his head. 137
The Herdsman-Rose of Australia
The Herdsman-Rose of Australia, 1911 (fig 7) depicts a princess as the central
figure of the drawing with her dress billowing across the lower register and a realistic
ram, complete with red tongue, in the bottom right corner. In one hand she holds a
shepherd staff, a reference to Wölfli’s shepherding, in the other hand she has an umbrella
with three crosses as the center image. The central figure appears almost like a biblical
saint wearing a cross on her head and with a blue and yellow aura; the juxtaposition of
the aura around her head edged by a sickle serves as another example of Wölfli’s
conflicting thoughts. Writing decorates the red outside portion of the petals, a
continuation of Wölfli’s fantasy narration. On the interior of each petal is an arched
window, in the second and third rows, the separate windowpanes become “barred prison
windows” with the little face of Doufi peering out, referencing his confinement in the
asylum.138
From 1912-1916 the seven Geographic and Algebra Books were created as a way
for Wölfli to invent a future for his transformation into the figure of St. Adolf. 139 His
story progresses from reinventing his past life to totally inventing a future in which he
accumulates a fortune, buys imaginary places, designs and builds cities and countries,
creates traffic systems, imagines social institutions, and builds huge enterprises. 140 To
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express himself, he created number-pictures and music-pictures, using his own unique
innovative numbering system.141 He began to use brown wrapping paper to create larger
pictures “to realize St. Adolf Creation on a cosmic scale,” filling whole pages with
endless numbers.142 During this period of time, he signed his creations with a variety of
names indicating his constantly changing identity from “Knight-Adolf,” “Dying
Excellency,” to finally “St. Adolf II” in 1916.143

The Almighty Bird on the Skirt of Holy St. Mary

The Almighty Bird on the Skirt of Holy St. Mary, a number-drawing created in
1914 (fig 8), displays only numbers for three-fourths of the composition with a narrow
panel of drawing on the far-right side. The panel is dominated by a small figure encased
in an egg shape, protected by many layers, extending its hand through an arched window
into the mouth of a large bird. The small figure watching the action from above
references St. Mary, or the Virgin Mary, and Doufi watches from the bottom segment,
protected by six Vögeli forms. The three figures are separated by blank space and what
appears to be knife blades. The curved frame surrounding each figure, as well as the
frame around the panel is filled with words presumably telling the story.
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The Sea and the Rings of Islands

The Sea and the Rings of Islands, 1914 (fig 9), is an example of a musicpicture.144 It employs the eight-point star as the divider between rings of music in the
concentric circles of the mandala like drawing. The white pearl like forms create the
delicate ring of bells that finishes the top of the arch while the same ring of bells appears
shaded in gray at the bottom, like a shadow. A very small Doufi forms the center of the
mandala, and the symmetrical inner circles shows Doufi, wearing a cross on his head,
prominently at the top, bottom, right and left of the inner musical ring. The four corners
are all identically finished with a cream colored Vögeli with the boarder delineating
verbiage of Wölfli’s ongoing story.
According to Jungian theory, mandalas are “generally supportive and helpful for
persons in chaotic mental states” referencing Wölfli’s schizophrenia.145 The mandala was
an important element of Wölfli’s drawings “a symbolic archetype of the collective
unconscious.”146 Jung's view was that “the center and concentric arrangement of the
mandala compensates for disorder and confusion.”147 Intricate geometrical patterning in
mandalas provide a path out of a psychotic state. Congruent with Jungian psychology,
Wölfli attempted to achieve a spiritual sense of balance through his art. “Many images
produced by schizophrenics are related to delusions and altered perceptions of reality”
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which describes Wölfli’s artistic creations. 148 Delusions of grandeur also describe how
Wölfli developed a new identity; drawing himself in every picture allowed him the
pleasure of experiencing his new life story. The mandala often served as a therapeutic
tool, providing the structure for Wölfli’s chaotic mental state.
Composition on a Circular Dial
Composition on a Circular Dial, 1922 (fig 10), is an example of one of the
drawings from the “Bread Art” series. This circular drawing is a unique format appearing
to be created from a circular sheet instead of a rectangular page. Color wise, it is darker,
less vibrant than other of his drawings, alluding to a decline in his mental state. The
drawing consists of four rings. Flowers and an open-mouthed sea monster decorate the
outside border. The next wider ring, colored in almost entirely back and white, depicts
himself as St. Adolf II with a crown, with birds surrounding him. Linking the four images
of St. Adolf II is a musical stave filled with a jumble of notes and markings framed with a
border of egg like shapes, a ring of bells. The narrower inner ring encircling the clock
face is dominated with a flower at the top and a prominent white cross at the bottom. The
innermost ring contains numbers one through twelve drawn in circular ovals, depicting a
clock face. The center depicts Wölfli with a beard and mustache, referencing time and
age, a development of wisdom perhaps. Each ring is outlined by a solid red ring and the
entire composition is lightly colored in black, white, yellow, and orange.
Räbloch-St. Adolf-Ring
Räbloch-St. Adolf-Ring, 1930 (fig 11), is one of Wölfli’s last drawings and is
totally void of any figures, depicting solely circular forms and lines. Departing from his
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established style, this drawing shows nine concentric ovals around a central area which
contains five blue and white birds curling around counterclockwise. The light blue circles
are the focal points of the drawing. The only precise details are light rings with black and
red crosshatch marks surrounding the border, and interior rings. Several of the rings are
composed of the snail, one of his original “transformational ornaments,” and three rings
display the eye and ear motif.149 The overall impression of this drawing alludes to his
calm mind drawing a simple geometric shape, an egg, indicating a man at peace.
2.4 “Bread Art” and Narrative Oeuvre
In December 1915, Morgenthaler gave Wölfli four small drawing pads inscribed
with dates; Wölfli used each sheet for a separate drawing.150 From 1916 to 1930, Wölfli
created “Bread Art” drawings, known also as single sheet drawings, which he sold “for
three francs… the money goes to the head warden, who uses it to purchase supplies… the
unsold portraits are added to the collection” for money and to purchase art supplies.151
The drawings from 1916 on have an added feature, what Wölfli called “explanations”
found on the back of the drawings which connect them to the writings he created with all
the “personages, countries, events.”152 The single sheet drawings can be “subdivided into
decorative, schematized compartments or structured as mandalas.”153 The single sheet
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drawings were independent from the oeuvre, not related to any story or fantasy world;
they were simply created as a means to earn money for materials to finish his life’s work.
Wölfli’s narrative oeuvre, created from 1908 to 1930, was his life’s work
consisting of prose and texts, combined with poems, musical compositions, and
illustrations. His oeuvre ended with his final two-year project, the Funeral March.154 His
invented autobiography reads like a mythological story, creating a fantastical world with
characters, imaginary places, and scenery. From 1912 to 1916, Wölfli further created a
narrative by transforming into “St. Adolf II.”155 He describes the cosmos, by creating his
own new world, and in the works from 1917 to 1925, he “celebrates the events of his
imaginary world and the life of St. Adolf II.”156 The Funeral March (1928-1930) his last
creation, includes a hymn like finale “in which the rigorous rhythm of both word and
number series [create a] perpetual movement.”157 Studying Wölfli’s artistic creations has
allowed mental health professionals to interpret the processes of a mentally ill person,
specifically a talented schizophrenic, and assess the therapeutic value of art.
2.5 Wölfli’s Contribution to Art Brut
Wölfli’s art was widely admired after his death. In the summer of 1945 while
traveling in France and Switzerland, Jean Dubuffet was introduced to Madness and Art
and discovered Wölfli’s single sheet drawings. 158 Dubuffet was impressed by Wölfli’s
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works and started a collection which would ultimately become the building blocks of Art
Brut. The works Dubuffet was interested in were not limited to the traditional category of
art in institutions or galleries created by established artists but rather the art created by
untrained artists. Art Brut is defined as “graffiti, and the work of the insane, prisoners,
children, and primitive artists [conveying] the raw expression of a vision or emotions,
untrammeled by convention.” 159 Art Brut is not solely focused on the art the mentally
ill, but on art created by untrained individuals who are not influenced by traditional or
contemporary art of the time. The artists create art just to create. Wölfli and his art are
credited as the foundation for Art Brut and Outsider Art, a respected movement of art by
artists without formal training who create for the sake of creating rather than outside
influences or monetary gain.
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CHAPTER THREE
Jackson Pollock: How Art Can Heal an Artist
“The source of my painting is the unconscious.” 160
3.1 Art Is Therapeutic
Art provides a nonverbal means of self-expression often revealing deep emotional
and psychological issues of the artist. These works can be interpreted by professional
psychologists who use them in therapeutic sessions to help unlock unconscious thoughts
and ideas. This process was true with Jackson Pollock (1912-1956) an abstract
expressionist artist, as he worked through his own personal demons. The
psychoanalytical drawings, specifically created between 1938 and 1942, were a vitally
important tool in the treatment of his mental illness. These drawing are not well known
but reveal the depth of Pollock’s psyche while exposing his own personal struggles.
Throughout his life, Pollock went to numerous psychoanalysts. The first treatment
in June 1938 was with Dr. James Hardin Wall, an assistant medical director and resident
expert on the treatment of alcoholism at New York Hospital, better known as
Bloomingdales.161 Wall’s Freudian method of therapy encouraged his patients to
“unburden himself and to tell his life story in his own words.”162 Yet with Pollock, Wall
came to the conclusion that the traditional method was ineffective, because Pollock was
closed off and stoic and could not express himself verbally. He eventually found Pollock
able to express his feelings through art and encouraged him to take up metalworking in
Claude Cernuschi, Jackson Pollock: “Psychoanalytic” Drawings, (Durham, North
Carolina: Duke University Press,1992), x.
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the hospital to “bolster his masculine self-image.”163 The sexual subject matter carved
into these metal plates were “Pollock’s first conscious attempt to probe his own
unconscious with his art,” and validated Wall’s analysis.164 This experience confirmed
that Pollock was open to exploring his own unconscious using art in a therapeutic way.
Late in 1938, Pollock met Dr. Joseph Henderson (1903-2007) a dedicated
follower and analysand of Carl Jung, who became a Jungian psychologist and co-founded
the C.G. Jung Institute in San Francisco. Having trained directly with Jung, Henderson
was well known during his long life of 102 years as the American expert on Jungian
theories. Dr. Henderson, like Dr. Wall, was having challenges getting Pollock to talk
“until Jackson brought in a drawing,” thus confirming it was Pollock, not Henderson,
who initiated the use of drawings for analysis. 165 According to Henderson, Jung thought
artists were “symbol makers [and] the creative process consists in an unconscious
animation of the archetype,” revealing how that artist sees the world in a complex,
creative way that interprets objects in everyday life as symbols or metaphors. 166 Over the
course of eighteen months, Henderson used the drawings Pollock brought into therapeutic
sessions to ultimately diagnosis Jackson Pollock with not only severe alcoholism, but
also with a “schizophrenic like disorder” caused from deprivation and abuse during his
childhood. His illness manifested itself in “alternating periods of violent agitation and
paralysis or withdrawal,” often distorting his views of reality during periods of severe
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depression or extreme euphoria.167 Pollock needed help dealing with these disorders for
the rest of his life.
Dr. Henderson used several drawings in each meeting providing a breakthrough
moment for Henderson and Pollock’s therapeutic sessions by offering an entirely new
realm of understanding for Henderson into the artist’s mind. Using Pollock’s drawings as
a tool from which to glean information about his unconscious helped Henderson
understand the psychological conflict that afflicted Pollock. By mid 1939, Pollock was
producing images “tailor made to his analyst’s needs,” confirming that Pollock chose to
actively participate in these psychotherapy sessions and that he was invested in the
relationship and wanted to guide the discussion. 168 For Henderson, the drawings were
paramount; they helped Pollock “to structure his thinking function toward achieving a
more rational and objective view of his life and art,” thus giving Henderson a candid
view of Pollock’s unconscious. 169
Although utilized during sessions with Dr. Henderson, these drawings were
completed by Pollock independently and presented for analysis serving at a catalyst for
therapy.170 Producing these psychoanalytical drawings had a positive effect on Pollock
and provided a starting point for discussion. “As soon as he saw Jackson’s drawing,
Henderson grasped its value as a therapeutic tool—and as a career opportunity.”171
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Throughout his therapeutic sessions, Pollock’s drawings gravitated towards Carl Jung’s
view that art originated in the unconscious, drawing from inside his private world. This
process of drawing, with the encouragement and interpretation of his psychoanalysts,
provided Jackson Pollock with a vehicle to unburden himself from the internal conflict
consuming him and allowed him to reveal his troubled psyche through continuing to
create works. Dr. Henderson used the surrealist theory of automatism to aide Pollock into
accessing his psyche. For both the surrealists and abstract expressionists, the role of the
unconscious was pivotal in the creation of art. This form of accessing the unconscious
through art served as a therapeutic outlet allowing Pollock to continue his artistic growth.
3.2 Biographical Information and Psychoanalytical Treatment
Born in 1912 in Cody, Wyoming, Jackson Pollock was the youngest of five boys
in a poor dysfunctional farming family. By the age of fourteen Pollock was already in
serious trouble and relying on alcohol to function. In 1930, Pollock followed his brothers
to New York City to pursue his own passion for art and escape his abusive family.
Pollock battled alcoholism from early adolescence; as an adult, it dominated his life. He
underwent psychiatric treatment for his alcoholism in 1937 and was even hospitalized for
six months in 1938. He had a hard time conforming to both everyday life and the rigidity
of traditional painting; he felt the need to express himself in a totally original way.
Jackson Pollock defied both accepted techniques and popular style creating his own
system of spontaneity to express his visions through innovative methods and techniques.
Claude Cernuschi, the author of Jackson Pollock: Meaning and Significance, stated that
Pollock was deeply influenced by Surrealism and his “stylistic and thematic interests
shifted from the works of Benton, Ryder, and the Mexican Muralists toward those of
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Picasso and the Surrealists.”172 As his artistic style evolved, so did his dependency, his
destructive lifestyle, and his mental instability.
During the period of Pollock’s psychoanalytic therapy with Dr. Henderson (19381940) Pollock created an extensive and varied collection of drawings. These fifty-four
psychoanalytic drawings were originally published in 1970 by C.L. Wysuph, in Jackson
Pollock: “Psychoanalytic” Drawings and used again by Claude Cernuschi in his own
book also entitled Jackson Pollock: “Psychoanalytic” Drawings. These drawings are not
numbered nor dated, so the exact sequence is unknown. Claude Cernuschi explained in
his introductory essay that:
the catalogue section reveals the extent of his wide-ranging investigations in
graphic technique and art historical sources charged with the powerful
associations of animism and totemism. These remarkable works— some no more
than automatic doodles, some highly finished premeditated sketches—ultimately
reflect the conscious intellectual choice of an artist blazing new artistic trails. 173
These drawings, offered by Pollock, became the foundation of their therapy sessions, and
provided images for Henderson to use in analysis. The drawings served as a catalyst for
Dr. Henderson to better understand Pollock’s unconscious thoughts. The drawings, often
tailored to Henderson’s needs, range from simple quick spontaneous doodles to elaborate,
detailed sketches incorporating iconography ranging from representational studies of
human figures, animals, and cryptic symbols to purely abstract compositions.
3.3 Influences of Freud and Jung
Dr. Henderson, a devout Jungian, used the theories and research of Carl Jung to
tailor therapy sessions with Pollock. The concept of the archetypes, personal unconscious
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and collective unconscious formed the basic understanding of Pollock’s psychoanalytic
drawings and ultimate therapy sessions. After working with Sigmund Freud for years,
Carl Jung (1875-1961) a Swiss psychologist and psychoanalyst, developed a theory to
challenge Sigmund Freud’s popular theories on the ego. Jung’s definition of Collective
Unconscious in the book Collected Works of C.G. Jung, Volume 9 (Part 1): Archetypes
and the Collective Unconscious defines consciousness as:
a more or less superficial layer of the unconscious is undoubtedly personal. I call
it the personal unconscious. But this personal unconscious rests upon a deeper
layer, which does not derive from personal experience and is not a personal
acquisition but is inborn. This deeper layer I call the collective unconscious.174
Freud and Jung agreed on the importance of the unconscious, although Jung believed that
there was more to the personal unconscious. He did not agree with Freud’s views that
sexual drive was the basis of a person’s mental life.
Jung believed that the human psyche was much more complex and ultimately
developed his model of archetypes present in dreams, mythology, fairytales, and other
symbolic systems by classifying people into four main archetypes: self, persona, shadow,
and anima and animus. The first archetype, the self, is “akin to consciousness and
unconsciousness.”175 The self is a belief that the greater separation from unconsciousness
there is, the greater awareness of the self. The persona refers to aspects of an individual’s
personality that are “hidden in the unconscious and often projected outside the self”
which Jung also called the shadow complex. 176 The shadow shows the negative side of
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humanity, only visible through the consciousness. 177 The anima and animus are
archetypes of the collective unconscious. These are symbolic modes of perception and
behavior within the psyche and are represented internally by the opposite sex. 178 For
Jung, the notion of consciousness and unconsciousness goes deeper into an aspect of
humanity which connects us all, known as the “collective unconscious.” 179 The psychic
and personal are known as the “unus mundus” which is the realm of the archetypal form
detailing that there is one world that is inner connected. The personal unconscious in
Jung’s iceberg model of the psyche is between the conscious ego and the collective
unconscious.180 Jung is credited with founding analytical psychology, a “focus on the role
of symbolic experiences in human life” as described by the International Association of
Analytical Psychology.181 Jung felt Freud was a reductionist in viewing the unconscious
as only involving an individual’s lived experience and repressed memories, while Jung
felt the unconscious had a collective nature beyond ourselves and our lifetime.
Pollock eventually learned to utilize Jungian terms to analyze his drawings and
interpret the iconography like Henderson, facilitating the decoding of the symbology
using Jungian thought. A key understanding of psychoanalytic theory was that the
repressed material emerging out of the drawings was symbolic evidence of Pollock’s
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psychological problems.182 Henderson’s interpretation of the drawings, while not directly
addressing Pollock’s mental illness, was the purpose of Pollock’s psychoanalytic
treatment; this approach allowed Henderson to evaluate the unconscious symbolic
references in Pollock’s drawings. 183 Pollock’s drawings were produced without any
direction from his psychoanalysts as he learned to interpret the symbolism in his art.
Henderson even discovered material from the unconscious in Pollock’s doodles. After
Henderson decoded and explained the iconography, Pollock began to incorporate the
symbols into his drawings:
circular Chinese Tao representing the union of opposites; the vertical axis mundi
representing ego-strength; the crescent moon representing the female; the snake
representing the unconscious; crossed lines (or arrows or arms) representing the
conflict of opposites, especially male and female; the pelvic basin, representing
birth or sex or mother or all three; [and] the mandala representing integration. 184

His drawings created for the weekly sessions with Henderson often repeated the same
motif on his path to self-discovery and ‘individuation’, the goal of Jungian
psychoanalysis. He was knowledgeable about Jungian theory and interpretative
therapeutic methods of art which proved to be therapeutic and enabled Pollock to pursue
a lifetime as an artist. In Jungian psychoanalysis treatment, Pollock’s unconscious mind
had freedom to guide his creativity. Embracing Jungian thought and trusting Dr.
Henderson allowed his personal unconscious the freedom to communicate. Jackson
Pollock started on a journey that lasted many years and provided him with a way to
express his inner most emotions through art.
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3.4 Artistic Works
Plate 22
Plate 22 (fig. 12), according to Cernuschi, is an example of Pollock representing
“the frightening character of the female…violently strik[ing] a child attempting to nurse
at her breast.”185 In this Picasso like composition, Pollock created a crude drawing
exposing his deep-seated view of women and exposed the rejection he felt from his
mother. The woman in Plate 22 “belongs to the wider context of Dubuffet, de Kooning
and Picasso” reflecting Pollock’s distorted view of women.186 Henderson used this
revealing drawing among others to help diagnose Pollock, knowing that Pollock desired
“the all-giving mother.”187 The representational figures reveal his subconscious and the
built-up emotions regarding females.
Plate 69
Iconography and symbolism play a crucial role in Plate 69 (fig 13), a sizeable
drawing measuring 12 ¼ x 18 ¾ inches which depicts two headless, quasi-human figures
whose legs form a triangular shape in the central axis of the drawing. According to
Henderson, “the two figures symbolized the recovery of Jackson’s ‘reality function’
following his crippling breakdown.”188 The figures’ arms are crossing one another
towards the upper register highlighted by two defined and symmetrical circles. A female
figure’s rib cage and breasts are outlined in yellow crayon and lightly sketched behind the
central figures of the drawing. A horse is depicted on the right side in yellow crayon, with
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a bull sketched in yellow and red crayon balancing the left side of the drawing which
clearly employs Jungian theory representing dueling personalities. The totem pole in
between the figures contains a tree stem with four leaves and a snake coiled around the
bottom of the pole. According to Henderson, the totem pole represents the “axis mundi
and Jackson’s new found ability to organize his psychic life.” 189 At the top of the totem,
the egg shaped area in the center with a plant growing from its center suggests “the
principle of psychic growth or development.”190 The crescent shapes, anatomical
features, and totem according to Henderson “represented opposites brought into
harmony.”191 The detail and organization of this drawing represents a calming of Jackson
Pollock’s mind and ultimately the “progress of his inner self towards integration.”192 This
psychoanalytical explanation of the drawing verifies how Henderson utilized drawings to
analyze Pollock’s disorders and proves the works were beneficial as a therapeutic tool.
Untitled
Jackson Pollock drew Untitled (fig 14) as a prepatory sketch for Plate 83, known
as the “Crucifixion”. Pollock used labels to identify a Jungian color scheme using only
primary colors. Pollock explained the four aspects of personality which relates to Jung’s
color theory where: yellow referred to intuition, blue coincided with thinking, red
associated with feeling, and green reflected sensation.193 This brings into account the
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aspect of color psychology which is focused on the meaning of different colors and the
associations they can have when viewed in different contexts. Untitled is a clear blueprint
of a major painting with proportion, layout, and iconography all clearly planned out,
showing a well-organized process.
Plate 83, “Crucifixion”
Plate 83 known as the “Crucifixion” (fig. 15), a gouache work measuring 21 ½ x
15 ½ inches, depicts four abstract figures which shows a shift in his style from his
previous drawings. Henderson explained:
the violent movement and distortion of the four figures in the work confirmed that
Jackson’s four personality functions were dangerously out of balance. The
“intuitive” yellow of the crucified figure indicated that “[Pollock’s] own highly
developed function of intuition needed no help from anyone, but did need to be
rescued from time to time from a crucifying sense of isolation. 194
The complex symbology including the red sun and the cross indicate Pollock’s
psychological journey and ‘integration’ into society. Henderson’s analysis of Pollock’s
drawings focused on Jung’s idea of the archetype. The iconography used in the works
hint at Pollock’s growing understanding of Jungian terms and symbology. This was a
parting gift, given to Henderson by Pollock when they concluded their therapy sessions
after working together for a year and a half, functions as a tangible example of Pollock’s
complex mind understanding the therapeutic value of art in his psychoanalysis treatment.
3.5 Continuation of Psychoanalytical Treatment
After Henderson moved to the west coast to begin the C.G. Jung Institute of San
Francisco, Pollock saw Dr. Violet Staub de Laszlo, a Swiss born analyst and student of
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Jung, to continue with Jungian psychotherapy in 1940.195 Similar to his sessions with
Wall and Henderson, Pollock found it difficult to discuss his problems utilizing
traditional analytical conversation until he introduced his drawings which de Laszlo
analyzed. In the fall of 1944, Stella Pollock, Jackson Pollock’s mother, referred him to
Dr. Elizabeth Wright Hubbard who provided a holistic approach to his treatment, not
strictly a psychological route. 196 Next, Pollock saw Ruth Fox, a psychiatrist who
“specialized in treatment in alcoholism.” 197 Lee Krasner, Pollock’s wife, consulted Fox in
an effort to control Pollock’s severe alcoholism. Dr. Ralph Klein was the last
psychoanalyst Pollock saw in 1955. 198
Jackson Pollock benefitted from the time he spent with psychoanalytical
therapists, learning much about his own unconscious mind and how to interpret the
iconography and symbolism of his work using Jungian theories. Jung described two
models of the creative process, the first relating to what is perceived and the second the
visionary ideas coming from the depths of our collective unconscious.199 Jung and all
Pollock’s Jungian psychoanalysts embraced the creative process rather than the Freud
theory that motivation was behind the process.200 Talk therapy was not an effective way
for Pollock to communicate with his therapists. The drawings opened a unique line of
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communication allowing Pollock to cope with his deep dysfunctional past and permitting
the therapist a window into his psyche. This process ultimately released his mental and
emotional restrictions allowing him to be innovative and creative.
To become a whole person consciously and unconsciously, patients in Jungian
analysis needed to achieve ‘individuation’. Art for Jung revealed the unconscious
significance of the works stating that “it is art that explains the artist... it should rise far
above the realm of personal life and speak from the spirit and heart.” 201 Jung believed the
unconscious symbolism in a work of art represent current events; identifying them can
lead the patient towards ‘individuation’. 202 Jung’s view of art differed from Freud’s who
thought “the personal conditions in which a work of art was created” was key in
understanding art.203 For Freud, the state of mind of the person at the time of artistic
creation was a tool for diagnosis; while Jung’s view of art reflected the heart and soul of
the artist and speaks to the collective unconscious.204 Jungian analytical psychology was
key to understanding the therapeutic value in Pollock’s art since Jung focused on the
intrinsic values of the individual and recognized art as a message from the
unconscious.205 Celebrated for its healing and therapeutic powers, art allows a freeing of
the mind.
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CONCLUSION

More than a century ago, Sigmund Freud and Carl Gustav Jung recognized the
complexities of the brain and the human psyche, and the many levels of healing. Art
became a vital component in Jungian theories. Through the understanding of the brain
and the left and right hemispheres, research has been done to study and prove the healing
effects that art has on the brain. Today, the medical and scientific communities are using
scientific technology with clinical studies to facilitate the use of art as a therapeutic
practice. The creation of art contributes to positive mental health by providing an outlet
to patients for creative expression and opening the unconscious mind as a constructive
way of an escape. The healing power of the creative process of art making is
therapeutic.
Extensive research is being conducted into how the brain reacts to neurological
and psychiatric diseases and the impact that art can have on the functions of the brain.
The act of creating art is scientifically proven to be beneficial. Data of brain scans shows
“increased blood flow to the brain during periods of creative thought and any creative
activity.”206 Research using Electroencephalogram (EEG) and Quantitative
Electroencephalography reveals brain wave activity is stimulated by the process of
creating art which activates alpha waves associated with a calm state. 207 Creating art
engages both hemispheres of the brain and changes in brain activity have been
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documented. The right hemisphere associated with creativity, visual imagery, visual and
spatial information, memory, and color distinction as well as unconscious, emotions, is
unified with the rational and thought oriented left hemisphere where problem solving,
language and interpreting information is housed.208 For any type of healing to occur, a
reorganization and rethinking of traumatic memories, experiences or emotions have to be
given meaning so the emotional right hemisphere of the brain can allow for a new
pathway to be created. Both the left and right hemispheres become activated during the
process of art making.209 The right brain is activated through the creative stage with the
left being activated through the creative process which adds meaning to the visual
representations present.210 The tactile act of creating art is therapeutic because it engages
multiple senses and aspects of the brain. The art therapy relational neuroscience approach
includes six theoretical principles informed by neuroscience: Creative Embodiment,
Relational Resonating, Expressive Communicating, Adaptive Reasoning, Transformative
Integration, and Empathizing and Compassion. 211 Noah Hass-Cohen’s research and
diagram (fig 16) reveals the “important role expressive arts can play in safely establishing
allostatic balance, positive memory reconsolidation, and positive interpersonal and
societal connections.”212 This study provides a clear and scientific link to the positive
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benefits of art on the brain by showing the “transformative integration” of the mind, body
and self by creating new memories.213 The brain has an amazing ability to rewire itself
and art is a vehicle for that change. The process of creating art is a healing activity.

Today art therapy is used in hospitals to aide in healing physical, mental and
emotional states of patients. Art therapy techniques have been implemented in hospitals
to help patients cope with treatment and stress. The creation of artwork itself can offer a
tool engaging individual’s emotional state, often lowering stress hormones and allowing
for a more cathartic healing method. Art therapy and therapeutic programs in hospitals
have proved to be extremely beneficial in reducing stress in patients, with the lowering of
blood pressure, heart rate and breathing when creating art. Used in rehabilitative settings
by art therapists, art is used to relearn or teach dexterity where certain functions may have
been lost by aiding the rewiring of the brain by uniting the left and right hemispheres.214

As a tool to help organize the mind and structure the psyche, mandalas are seen in
art and art therapy as an organizational tool to assess personality and promote a calming
effect. The Mandala Assessment Research Instrument is used today by art therapists to
assess personality of patients by noticing reoccurring images, shapes, and colors used by
patients.215 The mandala was the basis of research for Joan Kellogg (1922-2004), an art
therapist who developed a method for understanding the thirteen different types of
mandalas.216 The personal benefits of engaging in drawing mandalas is therapeutic and
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relaxing. Historically mandalas, though a product of Eastern cultures used for centuries as
a sacred circle, are still frequently used today as an integral component in the healing
process in art therapy. The mandala reflects one’s psyche, as well as transformation,
which for Jung was also seen as a way to react against traumatic experiences. The making
of mandalas and art in general is therapeutic and expressive yet the most powerful way
art can be used to heal is through the restoration of an individual’s psyche. Mandalas are
seen as a symbolic archetype of the collective unconscious for Jungian psychology
offering an organization for confusion. Mandalas for Jung personally were a cathartic
processing tool during his military service. Adolf Wölfli used mandalas to achieve
balance and organization for his psychotic mind. Pollock even incorporated the mandala
in his weekly drawings for Henderson after Henderson explained the symbolic meaning.
Today mandalas have a vitally important role in art therapy both in the traditional sense
of organization and the clinical assessment of personality indicators.

The Creative Growth Art Center in Oakland, California, founded in 1974, is
directed by artist and art therapist Irene Ward Brydon as a nonprofit art organization in
which studio space is given to 104 adult artists with intellectual, physical, or emotional
disabilities.217 As a member of Creative Growth Art Center, Nicole Storm (1967-present),
an artist with Down’s Syndrome, had a recent immersive, site specific installation (fig
17) at White Columns in New York, New York, from August 28 to October 16, 2021,
which showcased the artist’s impressive ability. Her installation of mixed media,
including abstract paintings, drawings, and sculptural works covered walls and columns
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with sheets of paper, painted cans, and boxes, where she drew and painted over the works
creating a quasi-architectural effect. Her artistic process is unique, she moves throughout
the space rather than being still, highlighting the importance of the process, not the final
product.218Art has been therapeutic for Storm allowing her an avenue for her active
imagination and opening up a career as a successful, productive artist. The works by the
Creative Growth artists with developmental disabilities have been acquired by institutions
such as San Francisco Museum of Modern Art, the Museum of Modern Art in New York,
the Smithsonian, and Collection de L’Art Brut in Lausanne, Switzerland. These
acquisitions prove that art created by non-formally trained artists can be valued as
significant art and how creating art has been a successful therapeutic process by
providing an alternative method of expression. 219

Art therapists, psychologists and other therapists today use drawings to assess and
evaluate mental disorders and emotional issues.220 One technique art therapists use is
called the Diagnostic Drawing Series test, a series of drawings illustrating information on
personality, emotional disorders, and trauma among other conditions.221 The drawings are
evaluated by art therapists by their compositions, color, and content. The philosophy
today is that art can be therapeutic for anyone, regardless of artistic ability, it can be
created just simply as catharsis, cleansing, and an expression of strong emotions. Art is
now thought of as being a valuable therapeutic tool especially in the treatment of patients
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suffering from stress and mental illness. The process of creating art is therapeutic
providing an emotional release during the creative process, allowing the individual an
escape from reality by accessing the unconscious. These examples of art created by Carl
Jung, Adolf Wölfli, Jackson Pollock and Nicole Storm have made a significant impact in
the healing process of each of these artists and has served as an example of the
therapeutic value of art.
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ILLUSTRATIONS

Fig. 1, Adrian Hill, How It Began, 1938, watercolor, 4 x 6 inches,
sourced from: Art Versus Illness, i.
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Fig. 2, Carl Gustav Jung, Systema Mundi Totius, 1916, gouache on parchment, 30 x 40cm
sourced from: The Art of C. G. Jung, 109.
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Fig. 3, Carl Gustav Jung, Image 105, 1930, sourced from: The Red Book, 105.

61

Fig. 4, Carl Gustav Jung, Image 155, 1925, sourced from: The Red Book, 155.
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Fig. 5, Adolf Wölfli, The Divine Almighty and Wisdom at the Zenith
a. Water-Fan. Fahre, 74.3 x 49.3 cm
b. Petrol, 74.5 x 99.3 cm
c. The Divine Almighty and Wisdom at the Zenith, 74.5 x 99.3 cm
d. Castle Ekern-Föhrde, 74.5 x 49.3 cm
1904, pencil on newsprint, sourced from: Wölfli: Creator of the Universe,
80-81.

63

Fig. 6, Adolf Wölfli, Flesnau, Bern, 1907, color pencil and pencil on newsprint, 74.3 x
99.3 cm, sourced from: Adolf Wölfli: Draftsman, Writer, Poet, Composer, 24.
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Fig. 7, Adolf Wölfli, Herdsman- Rose of Australia, 1911, pencil and color pencil on
newsprint, 50 x 37.5 cm, sourced from: Wölfli: Creator of the Universe, 112.
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Fig. 8, Adolf Wölfli, Almighty Bird on the Skirt of Holy St. Mary, 1914, pencil on
newsprint, 72.2 x 100.4 cm, sourced from: Wölfli: Creator of the Universe, 149.
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Fig. 9, Adolf Wölfli, Sea and Rings of Islands, 1914, pencil and color pencil on
newsprint, 107 x 72.4 cm, sourced from: Wölfli: Creator of the Universe, 154.
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Fig. 10, Adolf Wölfli, Composition on a Circular Dial, 1922, crayons, 44 x 44 cm,
sourced from: Art Brut: The Origins of Outsider Art, 180.
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Fig. 11, Adolf Wölfli, Räbloch-St. Adolf-Ring, 1930, pencil and color pencil, 19.8 x 32.2
cm, sourced from: Adolf Wölfli: Draftsman, Writer, Poet, Composer, 206.
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Fig. 12, Jackson Pollock, Plate 22, colored pencil, lead pencil, 9 x 8 ¼ in, sourced from:
Jackson Pollock: “Psychoanalytic” Drawings, 63.
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Fig 13, Jackson Pollock, Plate 69 [Untitled], colored pencil and crayon, 12 ¼ x 18 ¾ in,
sourced from: Jackson Pollock: “Psychoanalytic” Drawings, 118.
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Fig. 14, Jackson Pollock, Untitled, location unknown, sourced from: Jackson Pollock:
“Psychoanalytic” Drawings, 20.

72

Fig. 15, Jackson Pollock, Plate 83, “Crucifixion”, gouache, 21 ½ x 15 ½ in
Sourced from: Jackson Pollock: “Psychoanalytic” Drawings, 135.
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Fig. 16, Noah Hass-Cohen, Figure 5.6 sourced from: Art Therapy, Trauma and
Neuroscience: Theoretical and Practical Perspectives, 129.
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Fig 17, Alexandra Eagle, Nicole Storm exhibition, September 7, 2021, mixed media,
sourced from White Columns, New York, New York.
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